The full-text may be used and/or reproduced, and given to third parties in any format or medium, without prior permission or charge, for personal research or study, educational, or not-for-prot purposes provided that:
that Burney uses the private theatrical in The Wanderer as a vehicle through which to explore her heroine's brief professional career as a music teacher. The private performance of Vanbrugh and Cibber's The Provoked Husband, and in particular Juliet's performance as Lady Townly, allows the novel to forge important connections between manners, sympathy and the status of creative professionals, connections that resonate both within the novel itself and with Burney's own personal and familial aspirations.
Studies of women's relation to professionalization suggest that it can be seen in both pessimistic and more optimistic ways. Corfield's conclusions about the severely limited role of women in the process of professionalization are in keeping with Clifford Siskin's views in
The Work of Writing (1998) . Here he argues that the way in which modern professionalism developed allowed for the exclusion of women from the category and thus enabled the making of a particular literary history inaugurated by what he has called 'the Great Forgetting'. 6 Other critics, however, have seen women's relation to professional activity in a more positive light. Elizabeth Eger, for example, has described the eighteenth century as a time during which 'more and more women participated in the creation and cultivation of polite and professional culture'. 7 Betty Schellenberg, in The Professionalization of Women Writers in Eighteenth-Century Britain (2005) , has stressed the professionalism of women writers in the period and the importance of imagining 'the woman writer as agent rather than victim', a point of view endorsed by Jennie Batchelor's recent examination of the careers of women novelists from the mid-eighteenth century to the first decades of the nineteenth. 8 The women writers she discusses shared, Batchelor argues, a striking belief 'in the potential of women's manual, intellectual and affective labour to provoke cultural, economic and social reform', evidence of 'the longevity of a mid-century moment […] in which women's labour can be imagined as a source of pride and cultural optimism' (Batchelor, 186-7). Thus the mid-to-late eighteenth and early nineteenth centuries seem to offer, simultaneously, stories of erasure and decline on the one hand and stories of participation and endurance on the other; professionalization seems both to exclude women and yet to offer them opportunities. This may be because professionalization needs to be seen, as many critics have pointed out, in the context of a larger shift in the period from economies of value based on birth to those based, as Laura J. Rosenthal puts it, on 'various forms of activity -including labor, selfpresentation, manners, accumulation'. 9 This shift in status indicators increasingly produced throughout the period concomitant anxieties and opportunities: anxieties about how social distinctions in this changing world were to be made and maintained, and opportunitieshowever circumscribed -for those previously excluded to enter higher social circles. Frances
Burney's family situation encapsulated many of those anxieties and opportunities, as various members sought to establish themselves professionally in literature, music and art.
One of the paradoxes involved in developing a professional life was its combination of independence on the one hand and reliance on the support of influential patrons on the other. Patronage and the marketplace have been described as 'thoroughly interwoven' in the later eighteenth century and the nature of this mix has been explored in more detail in recent decades. 10 In The Wanderer Burney shows this complex interweaving in action as her heroine's successful performance of gentility in the private theatrical leads to the enthusiastic notice of two young aristocrats -her half-siblings, in fact, but this is not revealed for some time -and this in turn provides the necessary recommendation that enables her to set up in business as a music teacher. Further, Lady Townly's central role in exploring The Provoked
Husband's thematic concern with debt provides, as I shall show, a proleptic commentary on the status of creative professionals, a commentary that links the novel's private theatricals with issues of performance and professionalism in such a way as to illuminate the complexity of Burney's approaches to matters of gender and class. Sara Salih has helpfully suggested the dangers of either condemning Burney 'as an arch-conservative' or claiming her 'as a crypto-proto-feminist': 11 The Wanderer's treatment of professionalization suggests rather a writer engaged in a struggle with the problem of things as they are, and scrutinizing, from the inside, the nature of a social shift as it takes place.
12
The Provoked Husband, as Margaret Doody has noticed, is a play to which 'Burney seems to have been perpetually attracted'. 13 subscribe to opposite ends of a spectrum of opinion: at one end, performer and role become wholly identified, while at the other, they represent an ironic commentary on one another.
Yet while these views appear to be oppositional, they reflect the same basic premise that the dynamic between performer and role cannot be regarded indifferently, as embodying a merely incidental relation to one another. The inclination to regard performers as to some degree identified with the roles they play affected perceptions of actors and actresses in the eighteenth century just as it does now; equally, knowledge of an actor's or an actress's personal life and circumstances could influence how their performances were read. Horace
Walpole, for example, seems to have felt that similarity of rank at least between performer and role was an obvious benefit, commenting: 'when people of quality can act, they must act their own parts so much better than others can mimic them'. 14 Walpole's view is representative of a common conception in the period that genteel manners were, as Laura Having none of the information by which they are used to interpret character, both readers and fellow characters have only Juliet's performance -both within the play and beyond itto go on. Even before she takes to the stage, this performance seems to offer evidence of her origins; when she appears dressed before the play begins, the narrator explains that the astonishment produced by her appearance is from the ease with which she wore her ornaments, the grace with which she set them off, the elegance of her deportment, and an air of dignified modesty, that spoke her not only accustomed to such attire, but also to the good breeding and refined manners, our profound ignorance of the heroine's past, she is the centre of our sympathies and deserves to be so -a conviction that the unfolding of the plot of course confirms as correct (how different a novel this would be were she revealed to be a scheming insurgent rather than a courageous and loyal young woman!). Suzie Park argues that 'Burney seems rather to bar readers from sharing in the inner life of her heroine than to invite them to exercise any form of privileged knowledge about it.' 15 I would suggest that the reader's allegiance is even secured because of our ignorance, our lack of 'privileged knowledge': the heroine at the outset is a distilled essence of distress, its sign without any adequate explanatory gloss.
Where many commentators in a variety of genres had cautioned the reader against allowing his or her sensibility to lead them into giving charity to anyone without first making strict enquiry into their circumstances, for fear of encouraging idleness or deception, The Wanderer takes the radical step of doing just that, and insists its heroine deserves succour in her distress before the story behind it is told. 16 Instead of asking questions before we recognise another's suffering as valid, we should give relief first and ask questions later. One of the key characteristics both Lady Townly and Mr Harrel lack is sympathy: the ability to put themselves in the positions of those to whom they owe money and really appreciate the hardship their selfish extravagance causes. The lack of sympathy is caused partly by an abnegation of responsibility for their own actions and partly by their construction of tradespeople as a kind of irritating insect -nasty, troublesome creatures pestering their hapless victims -rather than human beings who make their living by providing goods and services, and who can only continue to survive, and to provide those things, if they are paid for their time and materials. Already present in Burney's earlier writing, the acute sensitivity to the material reality of work is even more evident in The Wanderer, and the choice to make her characters perform The Provoked Husband seems to me to be fundamentally related to this sensitivity. 22 Although the narrative 'provides no real detail from the play', 23 The market is crucially defined by patronage, which operates in a similar way to modern celebrity endorsement: where Lady Aurora leads, Miss Bydel will follow, and what Miss Bydel wishes to buy into is not the product (she herself does not want music lessons) but its brand, stamped with the approval of Lady Aurora Granville.
James Thompson has described the heroine's predicament in The Wanderer as 'a kind of aristocratic nightmare':
[…] without support, money, status, family, and name, the Wanderer is dependent solely on her accomplishments at music, art, and sewing. Because these explicitly gendered skills are principally designed for courtship, they are difficult to market.
Possessing these skills does not make them marketable, precisely because the possession of such skills marks the subject as one who does not need to market her skills. 
29]).
In this passage, the narrator seems torn between asserting 'the solid rights of professional candidates' on the one hand and the credibility of Juliet's efforts at teaching on the other. She wishes to ensure that her reader appreciates the degree of expertise and knowledge teaching music requires, while at the same time not ruling it out for her 'accomplished' heroine. Partly this endeavour involves a recognition of the labour involved in those skills labelled 'accomplishments', and the narrator is determined to underline the laborious nature of the acquisition of such skills. What this also does, however, is allow a space in which skills acquired for one purpose (ornament) can be credibly used for another (gainful employment).
If the 'new kind of property' in the late eighteenth and early nineteenth centuries was 'the possession of professional skills' (Siskin, 142), women's exclusion from it depended on seeing any skills they did happen to acquire as dilettante rather than professional: Juliet's success in teaching music (however brief) suggests that the divide between the two was not necessarily as complete as might have been thought. Skills acquired privately for domestic amusement could become the basis for professional activity -as the careers of many writers, including Burney herself, attested.
Juliet's successful career is, of course, both riddled with problems and short-lived.
The problems are never related to the question of skill that Juliet herself worries about, but instead turn upon her lack of social definition: when her employers discover that she entered the country in disguise and that her origins are unknown to Mrs Maple, she is abruptly dismissed by most of them. Miss Arbe's solution to the crisis is that Juliet must perform in public. By doing so, she would change her status from that of a woman who 'had only been seen or noticed in private families' whose 'connexions and conduct' must thus be scrutinised 'because, in that case, she must, of course, be received upon a more friendly footing' (W, 286
[ii. 29]). As a 'public artist', on the other hand, whose 'performance is applauded', Miss Arbe tells her, 'you'll have as many scholars as you like; and you may be as impertinent as you will. Your humility, now, won't make you half so many friends, as a set of airs and graces, What Mr Giles points out is, in essence, another example of a failure of sympathy -an inability to imagine oneself in someone else's place and appreciate the nature of their situation with any accuracy. The chapter ends abruptly, however, as he finishes speaking; his attempt, we're told, 'produced no effect, save that of occasioning his own exclusion from all succeeding meetings' (W, 326 [ii. 33]).
Mr Giles's attempt, despite (and because) of its inefficacy, has a multiple effect in The
Wanderer. There is a darkly humorous element, in that Mr Giles is himself both deeply sympathetic with the plight of others and hopelessly inept in gauging social situations or considering the appropriateness of the times and places at which he chooses to speak, often if not invariably thus actually worsening Juliet's situation despite his intentions to help her.
There is also an even bleaker effect, however, in its confirmation of a sense that the world of the novel is in general impervious to calls for greater sympathy (and corresponding changes in behaviour). Just as Mr Giles's hearers respond to his appeal by banning him rather than taking his admonitions to heart, so the aristocratic consumers of Juliet's services see no parallel between their own delayed payments and the culpable indebtedness of Lady Townly.
Such resistance to influence denotes a world of entrenched attitudes, disinclined to change and brutally unresponsive to those who propose it.
Finally, however, Mr Giles's harangue provokes a consideration of the status of the creative professional that aligns him or her with the providers of more-or-less basic commodities -meat, bread, clothing -rather than with emergent professionals and their specialised knowledge and skill. In this exchange, Mr Giles sees musicians, actors and artists in the same light as butchers, bakers and weavers in an effort to make his audience recognise them as artisans and providers of commodities rather than epicures. His gesture reaffirms the affinity between Juliet, as an unpaid music teacher, and Mr Lutestring, the unpaid mercer of
The Provoked Wife, and is also intended to elicit the sympathy of his hearers: '"He sings, perhaps, when he may be ready to cry; he plays upon those harps and fiddles, when he is half dying with hunger; and he skips those gavots, and fandangos, when he would rather go to 
